Abstract: When Atom Egoyan released his ninth feature fi lm,
the context of Turkey such a reaction illustrates the result of the ongoing dominant discourse on the subject, which is a denialist one. The Turkish authorities have denied would be called in Turkey.
2 subject by journalists, opinion leaders, and academics. Ararat, in Turkey, was received on a canvas that was already painted with Turkish nationalism, which is informed by nationalist discourse in the country was very much at work and visible in the recepother, became its own fate. This was enabled by two factors. First, most analyses of important factor was that the analyses of Ararat in Turkey were limited to a number of controversial scenes taken out of context, making it easier for such nationalistic complex event, interwoven with, and shaped by, the existing discussions on-and the continuous denial of-the Armenian genocide, which is maintained by the categorical refusal to hear what the other, in this case, the Armenian, has to say regarding his or her suffering.
Belge Film, the company that bought the rights, decided not to screen it since radical
3
In an effort to explain their decision to were assured that necessary security measures would be taken in theaters, it was simply 2 Armenian genocide refers to the deportations and massacres of the Armenian subjects of the Ottoman Empire during World War I. When the Ottoman Empire allied with Germany during World War I, Armenian revolutionaries saw a chance to form an independent nation-state by allying with Russia. The governing party, Committee of Union and Progress, wanted to "solve" the Armenian question, and a secret branch within the party, Teskilat-i Mahsusa (Special Organization), planned the deportations of Armenians between 1915 and 1918, according to many scholars, with the intention of clearing Anatolia of Armenians. Many died during these long marches as a result of starvation and illnesses, which later formed part of the accusations against the authorities, claiming that they intentionally did nothing to protect the people. There are also eyewitness accounts claiming to have seen soldiers massacring and torturing Armenians, to which the authorities also turned a blind eye. For more information on the history of the Armenian genocide, see Taner 3 In a press release, Alişan Satılmış, the president of the youth wing (Ülkü Ocakları) of the Nationalist Action Party (Milliyetçi Hareket Partisi), stated, "Those who show the courage to screen the film should also remember that there is a price to pay for such hostility against Turks." Alişan Satılmış, "Ararat'i Cesaretiniz Varsa Yayinlayin," January 1, 2004, http://www.bozkurt.net/modules.php?name=News&file=print&sid=1905.
in fear of an attack.
4
guing that the defense strategies could not be successful unless what is being faced is known. The general conviction was that to ban Ararat would not solve the problem, the attitude.
Ararat deals Ararat by the Armenian lobby.
5
Ararat of Ararat, which focused on the daily encounters of the characters, or accused Egoyan
Ararat and some of its most salient themes, paying attention to the way it deals with the legacy of the Armenian genocide. The 6 Finally, the last section outlines the key exploring some of the scenes that were overlooked in -as an idea prior to its release; then, once released, its reception was based on selected seeks to create disappeared, as did the questions it poses about history and memory. In that very disappearance, however, something else came to the fore: namely, the theme --ries concerning exclusions and invisibilities is to write ghost stories," as Avery Gordon claims, then Ararat is a ghost story.
7
Arshile Gorky make Ararat not only a haunted narrative but also one that haunts.
Locating Ararat. Ararat events of 1915 from an unusual perspective: rather than producing a direct representation of the event, it focuses on the representations of it. Egoyan explains his decision to create a complicated narrative structure as the result of the nature of the issues he dealt with in Ararat was the only way the story could be told. It is dense and complex because the issues are so dense and complex." 10 available to tell its story, from the basic pillars of the past, present, and the future, to the subjective, the past-perfect, and past not-so-perfect, and the past-would-be-perfectif-it-weren't-so-conditional."
11
cally problematic discourse of evidence or proof and proposes a new discourse, one f whose history it wants to capture.
particularly to his father, who was killed while trying to assassinate a Turkish diplomat.
the prominent real-life Armenian painter Arshile Gorky
Ani's second husband, who is seeking the truth about her father's death and some form of acknowledgment from Ani with regard to her role in the incident that killed him.
which will be discussed further below. What connects these characters, aside from having direct or indirect involvement -This denial is maintained by refusing to face the entire truth, rejecting the opportunity to hear the other and, most important of all, refusing to face the past as well as the resonances of the past in the present. -menian culture, which lies today within the borders of Turkey.
12
here is not geographical but temporal, about what is needed today rather than what exactly happened in the past. This, in turn, determines how Egoyan deals with the isArarat, after that image of the mountain, is the photograph of -ished version of his famous painting then moves across the room to stop, momentarily, on the painter himself looking outside the window before dissolving into another image, into a different temporal---let suggests, the ghosts of history that connect and haunt these two men also haunt silhouettes assume, after several long seconds, the form of harmless travellers, they nevertheless inscribe the phantoms 13 only the image but also the soundtrack in this sequence, albeit much more discreetly: as the image slowly dissolves into people walking at the airport, the sound the sound of people walking at the airport reveals itself to be two superimposed sounds, the sound of people walking accompanied by horses dissolving into the noises of the airport: the displacement connecting the two men is revealed subtly with the sound bridge that also connects the two images. While the forced marches of Armenians accompanied by soldiers on horses marks Gorky's past, a ruptured sense of space and time marks of explanation" as to what happened to -ther-there is no question as to how he followed the path he did, which caused a Turkish diplomat in an attempt to raise awareness about the Armenian genocide, in his struggle to comprehend his father's death, constantly moves back and forth -were subjected to, as well as his father, illustrating his points with the video recordings visible to the spectator as well as to David, serve neither to prove nor to disprove his and goes beyond, his need to make a statement on the subject. 14 14 According to Marc Nichanian, the scene represents a symbolic encounter between the law and belief, as well as Armenian history's forcing its entry into the civilized world. As the airport serves as the gate of the civilized world and David as the guardian of that gate, Nichanian argues that the encounter is "exactly like in Kafka's brief text 'Before the Law,' [Raffi] encounters the guardian of the law, the civilized world. . . . Egoyan, for the first time ever, organizes an encounter with the civilized world" (152), and it is during this encounter that the relation between truth and testimony is challenged. Marc Nichanian, "Representation and Historicity," Armenian Review 49, nos. 1-4 (2004-2005) , 152-155. 
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The complexity of the situation, the impossibility of representing the very suffering that is driving the characters' actions as well as the narrative, is presented not through a narrative that assumes a mastery over history but through the admission and addressing of the problems of representation. Ararat puts the need, the necessity for recogniwith the audience, reminding them that it is the denial, rather than the initial event,
this denial relates to the present day, and in which ways it manifests itself, is revealed in
Discourse on the Armenian Genocide and the Reception of Ararat in Turkey. The dominant discourse on the Armenian genocide in Turkey, which is formed around denying accountability and avoiding the subject when possible, also shaped the -phy about Ottoman Armenians in Turkey.
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According to Göcek, historiography on Armenians in Turkey can be viewed in three historical periods according to the different purposes they serve and in line with the political climate from which they emerge: Ottoman investigative narrative, Republican defensive narrative, and postnationalist critical narrative.
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The Ottoman investigative narrative covers the period of the events and their immediate aftermath. The most salient aspect of these works, such as memoirs and reports, is that they do not question the occurrence of the massacres.
17
though the silence on the matter was broken temporarily in the 1950s with a few works disseminating the Republican defensive narrative, most of these works were published by Turkish nationalism and blames Western forces and Armenian revolutionaries for the loss of Armenian lives, disclaiming all responsibility on the part of the Turkish authorities. Göcek connects the emergence and popularity of works that disseminate the Republican defensive narrative to the political climate in Turkey: the nationalist narembassies abroad-and an airport in Turkey-killing and wounding many civilians. Their aim was to create awareness and recognition of the Armenian genocide, but in
Ottoman documents and the works of early Republican writers to maintain its ascendance down to the present."
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The most recent approach to the historiography of Ottoman Armenians, a postnationalist critical narrative, emerged in the early 1990s with of emerging civil society in contemporary Turkey."
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Admittedly, within the last decade, discussions concerning the Armenian question have begun to force themselves into the Turkish public sphere. Recently, although not to everyone's satisfaction and its predecessor. Rather, they both exist simultaneously: as the postnationalist discourse encourages open debate about history, the Republican defensive narrative maintains its dominance and continues to produce counterarguments. discourse on the subject in Turkey: the narrative on how Armenians collaborated with As a result, Armenian claims of genocide are perceived as the source of a number of -lem." -ated with imperialist powers: occupied such a perverse place in [the Turkish] mind. The subject was so -models we had used to explain our world and ourselves. Our entrenched belief systems constituted an obstacle to understanding the subject.
20
In other words, the desire to maintain the concepts that help explain our world to oursubject occupies a perverse place in the Turkish mind. as Ararat was already making the news during its production and postproduction phases.
From the second half of 2001, when the news that Ararat was in production began Ararat only because it reveals the speculative and reactionary nature of these articles but also because it worked to establish the context in which the actual reception was to take - The majority of the articles and news pieces about Ararat share the supposition 30 how they deal with the past. Best described as disavowal, these articles bring past and present narratives together to suit their purposes. In the process, discrepancies in their narrative become irrelevant or unimportant. Writing for the newspaper , Erdal ¸ was apparently kept a secret for a long time. A French Armenian professor comes to they meet the village's imam, and after a lengthy conversation, it is revealed that the 28 Writing on Turkish nationalism, Tanıl Bora argues that from the 1990s on, two dynamics were at play in the shaping of Turkish nationalism in a rapidly globalizing world: "reactionary nationalistic movements," which use the "theme of national survival," and "pro-Western nationalistic movements." Influenced by these two dynamics, Bora defines five main nationalist languages in Turkey: official nationalism (Atatürk nationalism), Kemalist nationalism (Ulusçuluk), liberal nationalism, Turkish radical nationalism, and the recently rising Islamist nationalism. However, rather than being mutually exclusive, these five categories are interfused, "which ultimately reinforces the hegemony of nationalism." See Tanıl Bora, "Nationalist Discourses in Turkey," South Atlantic Quarterly 102, nos. What is noteworthy in this article, and in many others, is the inconsistency latent in its description of the past and the present. ¸afak -which suggests that the word storm was not a metaphor for the catastrophic event that befell Armenians but a term referring to an event that affected everyone, including Armenians, as a natural disaster would. ¸ Ülkü Dog anay point out in their report on hate speech in the print media, the way the politics of deadlock, which includes the misrecognition of the problem, and the emotional tone that lies behind it, is recruited by media professionals. -cus based on creating false enemies, the solution is also based on ignoring [the real problem] and creating pseudo solutions that are generated by denial strategies.
33
rather than Turkey's unwillingness to consider or investigate what really happened. predominant view in Turkey today sees the events as unfortunate but refuses accountto clear Anatolia of Armenians. Therefore, the word is taboo in Turkey when used in relation to Armenians. inhuman.
37
--maker as well as on the process of representation. Nevertheless, as I argue, the aim of the ghosts of the past but to discredit it, to chase away the ghosts, albeit temporarily.
The second book published in Turkey that treats Ararat as propaganda was written .
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In addition to Ararat book four years after Ararat Ararat creates its own 39 According to Tanil Bora, Kemalist nationalism is characterized by the motifs of anti-imperialism, secularism, and anti-Westernism. It "exhibits a stance that is racist, disparaging, and Orientalist" toward certain groups such as Arabs, and toward ethnic minorities, including Kurds and Armenians. Please also see note 28 infra. Bora, "Nationalist Discourses," 439-440.
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The author is so determined to prove her point that she goes as far as claiming that ASALA was still active even in 2004 and killed five Turkish officers in Iraq. Ibid., 30. However the organization ceased to be active in the late 1980s.
41 Ibid., 70-115. Karaca does not provide any rationale for her analysis to prove that the film is about drug smuggling more than anything else. It is unclear how this conviction ties into her general argument, that the film is a propaganda film that is hostile toward Turks.
42 Ibid., 71, 78.
43 As I discuss later, Ali is not the only character in the film who fails to "listen." Ani, who dedicated her life to raising awareness on Armenian genocide, fails to hear Celia's pain even though she is the only person who can provide closure to the issue of Celia's father's suicide. is presented as absolutely factual."
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Daldal argues that Ali is portrayed as the other, exists in society but also Egoyan's own manipulative attempt to single out the character. Daldal writes:
representations of Ottoman Turkey. . . . Despite the western image of Turkey -ity is still largely condemned in contemporary Turkey, and Turkish audiences always react when a Turkish character is presented as gay in a foreign movie 46 -potential threat." 47 -gion and his sexual orientation function to highlight David's character and his uncompromising attitude, rather than Egoyan's. Ali is not treated as an object of desire in audience that he is a stranger or the other. What Egoyan portrays, I would argue, is not Ali's , but David's homosexuality functions in the same way as his religion does with regard to David's character: it makes David's rigid and discriminatory attitude visible.
royan's approach to the story, that is, assuming mastery over the past through its rep--based on the belief that the truth can be captured and represented mimetically. In tackles the daily encounters of the characters and how the past shapes and reshapes 45 Ibid., [407] [408] 414. 47 Ibid., [414] [415] ways in which the past is perceived and narrated.
Relocating Ararat. Ararat, when read in its entirety-as opposed to the selective apinterwoven, issues at its heart. First is the temporal dislocation occurring as a result of the way that humans deal with memory and the way that the needs of present-day conditions shape the narration of the past. Finally, the third fundamental problem explored in Ararat concerns the experienced it but also continues to have an effect on following generations.
The temporal dislocation that occurs as a result of the erasure of memory is re---tal image," which is the basis of the time-image.
48 Ararat -ously capturing and liberating the other."
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as Ararat because its subject matter does not have a settled and accepted history. with predominantly through the dialogues between the characters. One of the best had told him that she was having an affair with another man and that she was going what you want me to remember. Even if I could, I wouldn't. I don't need to." The -tion in the mirror. Although Ani also suffers from the pain caused by denial, she fails to -also refuses to help her move on, failing or refusing to provide an explanation to -ther's death. Rather than trying to hear -lia, she is interested in defending herself, so that, in place of a humane, compassionate response to a personal tragedy, their to shape her present, Ani prefers to forget that part of her past to be able to continue dealing with and/or facing the other rather than aiming to represent the truth. in relation to Egoyan's approach to the representability of the event, which is the -with a pocketknife, attempting to cut through the canvas, stabbing the painting. This painting, in Ani's words, frames Armenian identity and suffering for many Armenians brought into representation. It persists and insists, however, in its very erasure. It is a glaring absence." 51 This is also how Egoyan tears his own image: by constantly admitting the unrepresentability of the pain, of the rupture, of the event. A similar moment famous painting: present-day Turkey, escaped to Russia with his family in 1915. When his mother later of sixteen, where he lived for the rest of his life. The scenes in his studio show the part photograph was sent to his father, and although Gorky later retrieved the photograph, it took him more than a decade to begin the painful task of trying to remember and -
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The puncture the photograph creates says more than Gorky can with words.
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Gorky's spectacular failure to represent his pain in painting is precisely the moment -sent the event. In AraEgoyan imagines that Gorky erases the hands of his mother, which he had already This is an act that allows Gorky also to at the very moment of destroying her painted hands. Egoyan moves his camera behind the canvas, capturing the momentary trace Gorky leaves on the painting; a sense of touch develops in relation to the painting. Gorky's endeavor, as well as Egoyan's attempt to represent it, is not merely to create an art object. It is an effort to give the image of the mother back her auratic existence, à la Walter Benjamin.
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In a scene where Ani reads from her book on Gorky, she exa pile of corpses to place her on a pedestal of life." In other words, the painting slows down the decaying process and gives the dead a place in history. The absence that marks the painting, the absence of the mother, the absence of the land, is not mastered as the ghosts of dead fathers, and a ghost of long-departed history, haunt each character in different ways. Those very same ghosts also haunt the Turkish psyche. If one way to deal with these ghosts is to allow them to demand justice, another, albeit less admits that the ghosts of the past will remain in the present until or unless they are confronted, until or unless what the other has to say is heard.
Conclusion.
Ararat -toman Armenians and its legacy. It consequently occupied the center of many discussions in Turkey, not only because it questions the possibility of representing an event of devastating scale and challenges the traditionally favored approaches to representing traumatic events but also because the meaning of its subject matter is still interwoven -ally happened" and more about how the event affected generations of Armenians did not only is a prerequisite for any type of hearing but also determines how much of was due to the ways in which the dominant discourse disavows the issue rather than the criticism produced was selective in its approach to the text and was shaped by the existing nationalistic discourses.
Yet the general response to Ararat in Turkey should not be reduced only to the dismissive and defensive. Writing one of the few supportive articles in Turkey, journalist I -ing hate but about how meaningless hatred is. For Benjamin, photography "is like food for the hungry or drink for the thirsty," whereas with painting, the eyes will "never have their fill." Walter Benjamin, "On Some Motifs in Baudelaire," in Illuminations, trans. Harry Zohn (London: Pimlico, 2007), 183. Hence a photograph appearing in a film, arresting the time of the narrative for a moment, is a different kind of experience from the stillness of a painting. In Ararat when Arshile Gorky decides to paint his (dead) mother from a photograph, and when Egoyan in return decides to represent the act of the painting, destruction (death) and reconstruction (giving her back an aura, an eternal existence) take place at the same time in the same cinematic space. 
